its 2008 National Conference on Black Music Research in Chicago to this general topic and organizing two regional conferences over the following months (one in New Orleans and the other in Puerto Rico) that were given over entirely to more localized explorations of the meaning of "black music diaspora."
1 In 2011 the series was completed with a conference in Lecce, Italy, sponsored by the newly launched European branch of the CBMR at the University of Salento.
The present issue consists entirely of articles culled from the 2009 Puerto Rico conference, which was titled Reassessing the Black Musical Diaspora: Focus on the Caribbean.
2 As in the other conferences in the series, participants in the Puerto Rico conference were asked to give careful thought to ways in which specific topics of their choosing might be used to help advance thinking about the relationship between "black music diaspora" and broader conceptualizations of "diaspora." Participants were also directed to the sociologist Rogers Brubaker's recently published overview of proliferating uses of the diaspora concept in the social science literature (Brubaker 2005) , in the hope that this might spur an engagement with some of the larger questions currently occupying theorists of "diaspora" in various disciplines. In that article, Brubaker speaks of the "'diaspora' diaspora," pointing to the runaway dispersion of the term in recent academic literature and the lapses in semantic and theoretical rigor that have resulted and proposes, notably, "to treat diaspora not as a bounded entity but as an idiom, stance and claim" (12) .
The participants in the Puerto Rico conference, all of them Caribbeanists, came from a wide range of disciplines, and this is reflected in the articles presented here, the authors of which include a sociologist and artist (Rivera), a scholar in American studies and religion (McAlister), an anthropologist and cultural historian (Allen), an ethnomusicologist and musician (de Jong), and a leading scholar in the field of folklore (Abrahams). The articles span all four of the major linguistic zones in the Caribbean (Hispanophone, Francophone, Anglophone, and Dutch-speaking), although, in a reversal of the usual pattern, the Anglophone territories are barely given consideration here (in Abrahams's article, and then only in passing), while the Dutch-speaking Caribbean, rarely the focus of scholarship in English, is prominently featured (in Allen's and de Jong's articles). The various contributions, quite fittingly, wander over different kinds of diasporal terrain. They range from particular islands within the Caribbean 1. A paper contributed by Peter Wade to one of the sessions on the black music diaspora at the CBMR National Conference in Chicago was subsequently published as Wade (2008) .
2. The idea of holding one of the serial conferences in the Caribbean region, and organizing panels dealing with the concept of "diaspora" from specifically Caribbean perspectives, was partly Samuel Floyd's, reflecting his long-standing interest in the Caribbean and its music as part of the larger African diaspora (see, for instance, Floyd 1999). region itself (such as Haiti and Curaçao) to "secondary diaspora" Caribbean communities in the United States (Puerto Ricans and Dominicans in New York) and Europe (Dutch Antilleans in Amsterdam and other Dutch cities). The contributions also include "return diasporas" of such Caribbean migrants back to their countries of origin-without forgetting the more distant and often mythologized land of ultimate origin underpinning the very concept of a "black music diaspora" (the African continent as a whole, or one or another of its ethnolinguistic subregions). In addition to valuable descriptive material on music and its social dimensions in these diverse contexts, all of the articles offer new perspectives and insights on the varying meanings and significance of "disapora" in Caribbean musical life past and present.
Raquel Rivera, on the basis of her work with young Puerto Rican and Dominican musical and cultural activists in New York, suggests a shift of emphasis away from analyses of diasporic consciousness as a function of the reclamation of national, ethnic, or other primordial identities in favor of a perspective in which emerging concerns for social justice play a central role. Although the young musicians and dancers she worked with constantly reference ancestral pasts in their performances and are deeply respectful of "tradition," they reinterpret and rework these to produce what she calls "liberation mythologies"-"actively diasporan" forms of consciousness used "to confront the present injustices that African descendants face and to craft dreams of freedom for the future." The musical expressions of many in the current younger generation of diasporic Caribbeans in New York, she argues, are less concerned with ideas of identity and group honor inherited from the past than with social justice and liberation, and focus more on questions of class and race than on "nation." By recognizing the importance of looking closely at youth cultural production in attempting to make sense of contemporary diasporic formations (in line with recent work by Juan Flores [2008] ), Rivera arrives at a clear understanding of how "traditional" music in diaspora can be used effectively in practice to advocate for a just future even as (and partly because) it continues to embody multilayered forms of cultural memory.
A rather different, though not incompatible, perspective is offered by Elizabeth McAlister in her analysis of music as a kind of "sonic compass" that helps orient Haitians in relation to the various overlapping diasporas, actual and mythological, that form an important part of their collective historical (and contemporary) experience. McAlister relates music making in this case to Paul C. Johnson's (2007) notion of "diasporic horizons." Diasporic horizons represent imaginings of belonging that include both a spatial and temporal dimension, involving as they do both nostalgia for a putative past and the possibility of a future return to a place of origin. McAlister points out that music has special qualities that make it particularly effective at indexing such diasporic horizons, and she goes on to show how, in the Haitian cases she knows best, "listeners' imaginings of diasporic membership become mediated and shaped by music making." Interestingly, the two Haitian diasporic horizons she singles out for special attention-the Kongolese horizon associated with Rara carnival music and Vodou cosmology and the "diasporic" Christian Kingdom referenced in Protestant evangelical music-are both essentially religious in nature. Indeed, in the latter case-that of the divine kingdom to which evangelized Haitians (and others) who profess "true" Christian faith claim to belong-the diasporic horizon is in fact detached from any literal history of migration that forms part of Haitians' ancestral pasts. McAlister's treatment of this purely mythological religious construct, this Christian horizon, as an instance of "diasporic" consciousness that displays significant parallels with diasporic formations anchored in actual migration histories represents an interesting reframing and expansion of the concept of diaspora that deserves to be put to a test in other heavily evangelized parts of the Caribbean and beyond. Music, in any case, plays a vital role as a "sonic compass" for all of the Haitian diasporic horizons discussed by McAlister, whether or not these have any actual connection with the series of historical migrations that first produced the Haitian people and then dispersed them to other parts of the world.
The diaporic processes examined by Rose Mary Allen, in contrast to those discussed by McAlister, entail actual, clearly traceable migratory movements of people on a smaller scale-in this case between the island of Curaçao and the wider Caribbean during the nineteenth and early twentieth centuries. Allen's contribution represents one of the few serious attempts to date to gage the significance of such intraregional (intra-Caribbean) migration flows for musical life in the region. Like other Caribbean territories within the Dutch colonial orbit, Curaçao has sometimes been seen as a geographical anomaly, culturally isolated from its regional neighbors by the Dutch language imposed by its colonizers. Although it is seldom credited as a hub from which cultural and musical influences have radiated out to other parts of the region, Allen provides historical evidence from a number of farflung territories such as Puerto Rico, St. Thomas (U.S. Virgin Islands), and the Caribbean coast of Venezuela suggesting that Curaçaons in fact exerted substantial musical and linguistic influence across colonial borders, primarily via labor migration. Particularly intriguing is her discussion of the musical consequences of return migration from various parts of the Caribbean back to Curaçao. As she points out, Cuba played an especially important role in this process. Many Curaçaons learned Cuban music (particularly Afro-Cuban genres) while living and working on that island; some became serious students and practitioners. Upon returning to their homeland, they introduced these "foreign" forms of music and dance (which were highly compatible with indigenous Afro-Curaçaon musical aesthetics) to Curaçaon audiences and incorporated them into local social contexts. This influx of Afro-Cuban music sparked a process of musical and cultural "re-Africanization" in Curaçao (which Allen refers to, using a Papiamentu-based coinage, as "re-luangonization"). While the idea of "re-luangonization" provoked fear and censure from Eurocentric Curaçaon elites, it led to a new cultural assertiveness and renewed pride in local African-based musical traditions among grassroots Curaçaons. Allen's sharply focused case study reminds us that the "black music diaspora" exists on several planes, encompassing a number of distinct, though overlapping, diasporas, including multiple intra-Caribbean (inter-island, or inter-territorial) movements of people at different periods that remain largely unstudied. The musical dimensions of these intra-Caribbean diasporas remain largely unknown.
Like Raquel Rivera, Nanette de Jong writes about the refashioning of a "traditional" music in the context of a "secondary" Caribbean diasporaamong Curaçaon migrants living in the Netherlands. She finds that the tambú music and dance tradition transplanted from Curaçao to Dutch cities has been richly resignified in this new setting. Whereas in Curaçao, late-night tambú parties are nowadays often seen as the domain of teenagers and are to some extent stigmatized as an example of "lower-class" behavior, in the Netherlands they draw Curaçaons of all ages and have been redefined not only as a proud link to the Curaçaon past, but as a new kind of symbol of resistance and rebellion in response to the discrimination and lack of acceptance widely experienced by Dutch Antilleans who arrive in Europe hoping to be embraced as Dutch citizens. De Jong notes that not just Curaçaon immigrants from the lower social strata, but many in more privileged positions, "have come to view the Dutch parties as positive extensions of Curaçao, and feel little of the ignominy attached to the Curaçao parties." Tambú is being redefined in the Netherlands in other ways as well, as immigrants from other parts of the Afro-Atlantic world (and beyond) increasingly participate in what was once seen as an exclusively Curaçaon ethnic practice. De Jong introduces the term "folding diaspora" to characterize this process, explaining that Curaçaon immigrants (and others from the Dutch-speaking Caribbean such as Arubans and Surinamese) have gradually become "folded" into the larger, ever more culturally diverse immigrant population surrounding them in the Netherlands rather than being assimilated into the Dutch mainstream. As part of this process, Ghanaians, Nigerians, and Congolese, as well as Moroccans and Turks, have begun regularly taking part, alongside Curaçaons, in these tambú gatherings devoted to Afro-Curaçaon forms of music and dance. "By means of Tambú parties," de Jong tells us, "displaced Curaçaons and others within the folded diaspora derive new ways to relate to one another, and to the rest of Dutch society." When viewing this specific case, which points to a more general trend in many parts of the world toward increasingly multiethnic participation in traditionally black-identified music and dance events, we see once again how difficult it can be to define the boundaries of the "black music diaspora" and how complex, variable, and far ranging are the phenomena that must be taken into account in trying to grasp its full dimensions.
The final contribution to this issue, by Roger Abrahams, provides a wider frame within which to view the foregoing pieces. As one who participated prominently in the first wave of Black Studies in the 1960s and 1970s, Abrahams is able retrospectively to position what gradually emerged as a concept of black diaspora in relation to the first glimmerings of social scientific interest in black culture as a subject worthy of sustained examination and theorization and to the initial spate of comparative work this helped to unleash. His ruminations on the continuing elusiveness of broad, culturally based notions of black diaspora are those of a veteran ethnographer with more fieldwork experience in different African diasporic locations than most. Having split his career equally between studies of communities in urban North America and various islands of the Lesser Antilles (see, for instance, Abrahams 1970 Abrahams , 1983 , Abrahams may well be reluctant (despite the title of the conference at which this article was delivered) to focus in on the Caribbean region at the expense of the larger diasporic world of which it is only a part. And, indeed, his article, brief though it is, ranges across the entire Afro-Atlantic.
Abrahams fittingly returns to one of the perennial questions confronting students of black diasporic music: what, if anything, links together all (or at least most) of the tremendously diverse sonic expressions from different parts of the world that might be housed under a single "black music" umbrella? Can we truly speak of an all-embracing common black musical aesthetic? And if so, then precisely of what does this consist and how might it best be parsed? These are hardly new questions, but the answers so far have often been based on analyses of rather limited portions of the total black diasporic soundscape rather than broad comparisons based on detailed research carried out in a wide range of locations. And, as Abrahams suggests, the goal of achieving greater clarity on this question has been made even more complicated in recent times by the rapid spread of black musical genres, forms, and elements to virtually every corner of the globe, across every conceivable national or ethnic boundary-an outcome that appears to owe much to the inherently participatory nature of black performative culture, which in practice rarely heeds the arbitrary conceits of separatist thought.
As one possible way of managing the protean unwieldiness of black music writ large, Abrahams turns our attention to the pioneering work of the linguist Dell Hymes (1972) , whose notion of "communicative competence" opened the way to a performance-centered approach that could be applied to the study of language and culture in a variety of disciplines. Himself a pioneer in the interdisciplinary field of performance studies, Abrahams falls back on his personal experience working as an outsider-cum-participantobserver (who was often drawn into musical performances) in black communities, together with his long and deep engagement with performance theory, to show how it is one thing to listen to and enjoy black music from the "outside," another thing to be able to produce (i.e., perform) it credibly as an insider would. Here, he proposes, Hymes's distinction between "receptive" and "productive" competence might provide a key to a clearer understanding of what unites music making across the African diaspora. Many are those around the world who share receptively (often through mass-mediated forms) in the musical products of this diaspora without belonging to it, but many fewer are those who (whether through early socialization or later learning) possess the actual competence to produce such music-in a fully embodied, culturally "black" way-in performance. To the extent that "diaspora" represents a concept about belonging-as Brubaker suggests, an idiom, stance, and claim-the idea (and fact) of productive (performative) competence might help us arrive at a more meaningful understanding of the black music diaspora as a process of belonging (or potential belonging) enabled by a largely shared set of stylistic and performative criteria (which might be glossed as a broadly shared aesthetic). Peopling the communities that constitute this "musical diaspora" would be all those who, one way or another, have gained productive competence (not just exposure through listening) in the distinctive aesthetic (performative) principles guiding this common way of making music, most of which are transmitted through ordinary, everyday exchanges rather than formal instruction and therefore may be less than obvious to outsiders. Presumably, the fundamentals of such productive competence would be recognizable among music makers across the black music diaspora, who would be able to intuit and feel its presence across ethnic and linguistic borders. (In order to attain this level of competence, those born and raised outside of this diaspora, in contrast, would need to be inducted into such performance communities through an extended learning process.) Only via a host of new ethnographic and musicological research designed to probe more systematically and more carefully the substance of this surmised diasporic body of shared musical performative criteria will we be able to advance our understanding of this critical question.
3 Indeed, the intriguing ideas tentatively put forth in Abrahams's article suggest the need for a whole new round of research that might elucidate more productively the links between diasporic consciousness and cultures of performance.
3. Olly Wilson (1974 Wilson ( , 2001 ) is among those who have made valuable strides in theorizing about the bases of a broadly shared black diasporic musical aesthetic (which he discusses in terms of what he calls "underlying conceptual approaches"). But much remains to be done to clarify the finer points of the performative criteria (and competences) brought into play and the specific ways in which these are musically embodied in a wide range of ethnographic contexts in different parts of the world.
Each of the articles presented here, in fact, points to an interdisciplinary need for new paths in the study of black musics as part of a larger diasporic whole. Each also raises more particular theoretical questions of its own relating to the concept of "diaspora"-all of them deserving of further investigation. Finally, each makes a substantive contribution to our knowledge of the Caribbean as one important component of the larger African musical diaspora. Taken together, they suggest that the time is ripe for a new phase of concerted research on the underlying musical values and principles shared by so many within, and sometimes beyond, this diaspora.
